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The horn has an abrasive timbre compared to the string instruments, which, because it is also playing dissonant notes, keeps the viewer feeling uneasy*.  For as long as Toto is under an immanent threat of this danger, this music is sustained.  However, as soon as Toto has dragged Alfredo clear of the flames and is safe, the music cuts out quickly, leaving only the low bass notes played over and over until the sequence finishes.  This choice of music is the perfect way to relieve the enormous tension of the scene because it not only provides a more relaxing timbre, but it also eliminates the dissonance that had been dominating the scene for some time.  What makes this choice brilliant, though, is the choice to perform the sustained note using a bass.  The bass, however relaxing a timbre it may have, also creates a sense of dire implications.  The tension is being relieved, but the viewer is also being reminded of what just happened to Alfredo and what it may mean to the remainder of the story.  Without the bass droning on in the background, the consequences of the scene are much less impactful on the viewer.   Cinema Paradiso uses music in other fantastic, highly emotional ways as well.  When Salvatore grows into a teenager, he meets a girl, Elena, played by Agnese Nano, whom he finds stunningly beautiful**.  During a confrontation in a confessional booth at the church, he even confesses his love to her.  However, she does not reciprocate this feeling.                                                           * Farnell, Andy. Designing Sound. Cambridge, MA: MIT, 2010. Print. ** Cinéma Paradiso = Nuovo Cinema Paradiso. By Giuseppe Tornatore and Blasco Giurato. Perf.   Philippe Noiret, Jacques Perrin, Salvatore Cascio, Marco Leonardi, and Agnese Nano. Ariane   Vidéo, 1988. Videocassette.  
  22 
Undeterred, Salvatore tells her that he will wait for her to love him back by standing outside her window every night until she has changed her mind.  Throughout the entirety of 1954, Salvatore waits and hopes, but getting nothing in return.  Finally, on New Year’s Eve night, a glimmer of hope shines as Elena opens her window with midnight approaching.  However, this was apparently an accidental opening of the window because she closes it right after, dashing Salvatore’s dreams.  Dejected, Salvatore trudges off towards the theater, which has become his second home.  It is at this point where the music begins playing a large role in the emotion of the scene.  Seen in long shot from behind, Salvatore walks down the noisy street, where people are throwing objects out of the windows and launching fireworks in celebration of the New Year.  As he walks, a melody is heard, playing slowly in the background.  This melody is a beautiful tune played by a chorus of strings harmonizing wonderfully with each other.  The effect it immediately instills is sympathy towards Salvatore because this type of pleasant, harmonizing melody tends to move viewers in a happy way.  Feeling at all happy during what is currently on screen aids any sort of sympathetic mood for the viewer because it takes kindness in order to feel sympathy.  With the music continuing to play in the background, Salvatore arrives at the theater and tears up the calendar he had been keeping in the projection booth.  As he throws the tiny pieces of calendar into the garbage bin and leans, exasperated, against the projector, the music still playing, Elena enters the frame in a red coat and gets Salvatore’s attention.  Realizing what this means, Salvatore takes Elena in his arms as they embrace and eventually kiss. 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As soon as Salvatore embraces Elena, the music in the background immediately picks up in both tempo and volume, almost completely drowning out the sounds of the projector and fireworks in the background.  This picking up of the music serves to intensify the good feeling from the music, causing the viewer to feel the love and passion these two kids have for each other.  And, because of the stark contrast to the sympathetic feeling towards Salvatore, the viewer feels the love even stronger than the music itself could possibly provide.   This passionate melody, after setting its meaning of intense love, reoccurs three times throughout the film.  The first reoccurrence happens when Elena had been away from Salvatore for a long period of time and suddenly returns to kiss him as he is laying down in the rain.  In this instance, the music appears out of nowhere.  Salvatore had been feeling sad the moment before Elena appeared.  As soon as she did, though, the recurring melody kicked in immediately, revitalizing the passion from the pair’s first kiss.  The second time this melody reoccurs in this film is when Salvatore returns to his hometown after years of military service.  Standing alone in the almost empty town square, staring at the theater he knew so well, there was no music whatsoever.  However, as he stares at the theater, a dog approaches him, panting and wanting attention.  As Salvatore leans down to pet the dog, the music plays at full intensity.  Salvatore smiles wide as he is finally returned to the home he loves so dearly.  And, because of the music, the viewer realizes how intense Salvatore’s love for his home is. 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Since the only other times the viewer heard this music was when Salvatore was in the middle of a passionate kiss with Elena, the only connection he or she can make is that this town means exactly the same to Salvatore as Elena does to him.  Finally, after a long period of time without hearing this melody, it reoccurs one final time.  After the grown up Salvatore visits his hometown for the first time in 30 years to attend Alfredo’s funeral, he receives an old film reel that Alfredo had left for him as a final gift.  When Salvatore returns to Rome, to his own theater, he watches the film alone in an empty viewing room.  As the soft glow of what is on the screen can be seen hitting Salvatore’s face, before the viewer even has a chance to see what exactly Salvatore is watching, the familiar passionate melody begins yet again.  As it turns out, the film Salvatore is watching is a spliced together film reel of all of the kissing moments Alfredo had cut from films, at the request of the town priest.  These bits of film from classic movies had been used as a bargaining tool by Alfredo early in the film to get little Toto to leave him be.  Alfredo had told Toto that these bits of film were his if he would just leave him alone.  This was never brought up again until this moment, when Salvatore was watching the final, spliced product.  This collection of film expressed the immense love Alfredo had for Salvatore.  The combination of the passion of the kissing on the screen and the feeling of love associated with the melody playing, louder than ever,  in the background creates the most intense feeling of love and passion Tornatore’s film provides, even greater than the love expressed between Salvatore and Elena.  This concludes the film perfectly because there was no relationship in the film as strong and as passionate as the love shared between Alfredo and Salvatore. 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And, because of how the film related the melody heard during this final scene to love, there was no other tune that would have captured the moment as the one that was played did.   It’s difficult to explain exactly why the music of Cinema Paradiso affects viewers how it does, especially in the scenes previously mentioned.  Many studies have been conducted to try and decipher why this is, but few have definitive results.  Despite the lack of conclusive explanations, there is a huge amount of speculation that attempts to explain this phenomenon.  First of all, in a broad sense, Julian Treasure, in his book Sound Business, points out that music just seems to affect us deeply and mysteriously and we may never know why*.  Music is a very subconscious mode of communication with our emotions.  In relation to film music, Farnell indicates that, “The audio‐spectator ‘agrees to forget that sound is coming from loudspeakers…”**.  If this agreement never takes place or the sound becomes distracting and/or disorienting to the point that the viewer takes notice of it, music loses its meaning instantly and it just becomes white noise.  This is true for all feelings music can provide.  Horror films have no fear, action films have no suspense if the music is not done correctly, without immense distraction.  When looking at 
Cinema Paradiso specifically, Treasure points out that love is “the topic on which music dwells on by far: music appears to be uniquely effective in communicating both the extremes of love and loss.” *.   
                                                        * Treasure, Julian. Sound Business. 2nd ed. Vol. 1. Cirencester: Management 2000, 2007. Print. ** Farnell, Andy. Designing Sound. Cambridge, MA: MIT, 2010. Print. 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Treasure also hints that we have a hard time not feeling along with noise in general that is associated with strong feelings, such as pain or love.  So, once that melody is connected to feelings of love, it becomes harder for that music to disrupt the flow of the film because the viewer thinks about the love that they are watching and connects with it more deeply than other emotions.  Perhaps that is why this particular background music is able to be played louder when it is played.  When the viewer is so engrossed in the passion, it takes a lot more disruption than normal to really have an impact on how the scene is perceived.   But what exactly connects this specific musical number to love?  A lot of this is truly speculative but Farnell has some light to shed on this subject.  He tells the reader that music contains overtones*.  Overtones are essentially other tones that can be heard in a sound created by anything.  When molecules get excited and vibrate, crating noise, they vibrate at a certain frequency, called the fundamental frequency.  However, because the molecules are excited and continuously moving, the frequency they emit fluctuates very slightly, creating overtones.  To the untrained ear, overtones are extremely hard, almost impossible to distinguish from the fundamental frequency.  These overtones are the base on which harmonies are created in music.  Depending on how other notes react with overtones, the music is defined as major or minor and is either smooth or rough on the ears, respectively.  These overtones also have a certain quality about them, which helps to determine the perceived brightness of the notes.  If the overtones are higher, the music is overall considered brighter.                                                           * Farnell, Andy. Designing Sound. Cambridge, MA: MIT, 2010. Print. 
  27 
If the overtones are lower, the music is considered more dull.  For example, when a violin’s thinnest string is plucked, very high frequencies radiate out to form the note that the listener hears.  Because the fundamental frequency is high, the overtones that are created are also high.  The same goes for when the thickest string on a bass is plucked.  The fundamental frequency created is low, so the overtones are also low.  In general, Farnell tells the reader that this is how the brightness of the piece is determined.  In terms of the melody played overtop of the love scenes in Cinema 
Paradiso, the main instrument is the violin, which plays very high notes for the piece in question.  This gives the piece an overall bright quality.  This, perhaps, is why it’s so easy to equate this piece to happy emotions like love.  And when the picture that goes along with the piece supports this connection, the connection is created far more easily.  Once the viewer relates this piece to love, it become much easier to bring back the piece if the director wants to convey the same emotion.  Once all of the music fits into the film just like this, where it all has meaning, that’s when the music becomes second‐nature to the film and flows flawlessly.  
The Importance of Unity: An Interview with Jonathan Allentoff   I have made it quite clear exactly how important music is to film.  But one thing I did not understand was how a composer creates a score to fit a film like how it does in Star Wars and Cinema Paradiso.  In order to shed light on this topic, I sat down with Jonathan Allentoff, who is an arts for children major at the College at Brockport with a concentration in music and the Music Director of the Brockport Symphony Orchestra. 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Recently, Allentoff created a score from scratch to accompany a silent film entitled 
Ask Father (1919).  With his experience in creating a score for film, I wondered exactly how he did it, what decisions he made while creating it, and what general thought he had in general about audio in film.   First off, I asked Allentoff what goes in to writing a score for a film and what his thought processes were about what the score needs to fit with the film.  There was one overlying idea throughout his answer to this question and that was unity*.  According to Allentoff, the picture and the sound come from two very distinct worlds.  Both are used to appease different senses.  Both have different effects on people and are perceived differently.  In fact, in many films, the sound is often recorded separately from the shooting of the picture.  However, when they come together on screen, they both work together to form a completely new world where there exists one unified perception and understanding of the film.  This is because the sound and the picture form unity with one another.  When asked how a composer goes about creating this unity, Allentoff mentions a few ways this must be done.  As sort of a general note about unity of the sound with the picture, Allentoff states that, when the picture moves, in any way, the sound, if it exists at the time, must move along with it to maintain unity.  This works both physically and emotionally.  If characters are moving about the frame, their spoken lines has to maintain the correct balance between the left and right speakers in order to maintain sound localization.                                                           * Allentoff, Jonathan. Personal interview. 12 April 2013. 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In the same vein, if the emotion of the scene rises, the music in the background must rise along with it or the impact is lost on the viewer.  So even when, in romantic scenes, where very light, lush music fits the mood, if the characters go in for a climactic kiss, the music has to rise in intensity with the characters’ passion.  If it doesn’t, all the viewers end up hearing is kissing sounds between the characters and they feel like they are peeping in on a private scene, making them feel awkward.  The same goes for when action falls in a scene.  If a fight scene dies down and the music maintains high intensity, the music becomes a huge distraction, taking the viewer completely out of the film.  Another idea Allentoff posed is that, “So much of film is repetition…if everything only came once, it wouldn’t have a lot of unity.”  What Allentoff means by this statement is that the composer must create musical motifs with its melodies, a lot like what took place in Cinema Paradiso.  This is because a lot of what the viewer sees in film comes up again, at least in an emotional sense.  Sometimes the similarity can quite easily be lost on the viewer when looking at just the picture.  But, if a musical motif is added in that was used earlier in the film, the emotion of that previous moment is brought back to the viewer, whether they consciously observe this or not.  This is the backbone of unity in film.  Nothing connects the sound and the picture more than the direct correlation of emotion and feeling from musical motifs.  Allentoff used this idea very deliberately in his score for Ask Father.  He specifically uses the same fanfare at both the beginning and end of the film.  This brings the audience into the film and subconsciously tells them that the film is over at the end.  Allentoff even uses elements of unity in his technical choices for the score. 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Throughout the entire piece, which had music playing from beginning to end, the tempo never changes.  Allentoff says that he chose to do this because it makes changing mood very easy for the instrumentalists, which helps them to really feel the music and convey emotion through their instruments.  And, according to Allentoff, nothing in music can replace truly feeling and understanding what you play.  
Conclusion   There is no doubt that music plays a humongous role in the perception of film and its conveyance of emotion.  Without the proper unity, sound and picture merely just exist as separate entities.  But, when unified correctly, the effect generated cannot be matched.  The viewer understand the emotion of the scene and feels along with the characters, which allows the viewer to fully grasp the power and complexity of the film as a whole.  If film score composers did not take the time to fully unify their scores with their corresponding pictures, there is no way there would ever be any films as emotional engrossing as Star Wars and Cinema Paradiso. 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